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JOHANNES BRAHMS.'C 
IT is always difficult to write a man's biography in 

his lifetime. In the Erst place, his career has not 
ended, and who can tell 11OW the doings of later 
years may affect the permanent estimate of his 
character and worth ? In the next piace, it is almost 
impossible to form a correct judgment while the 
person to be judged is so near, so much mised up 
with current affairs, and so intimately concerned in 
the investigations which must needs be a preliminary 
process. Strictly speaking, the biographer should 
deal with the dead, and the dead of ten years ago 
rather than ten days. Then only can he take the 
calm and comprehensive view, and act with the unZ 
shrinking honesty which are the essentials of his 
craft. The difficulty to which we have referred is 
found in a special degree where the subject to be 
treated has lived an inner rather than an outer life 
A moment's consideration will prove to the reader 
that there is a vast difference among men in this 
respect. Some are men of thought, others of action 
some discharge their mission before the eyes of the 
world, others do the same in solitude, some mark 
their course througb life by the exercise of personal 
attributes, others are known only through their works 
It is the invisible, almost impersonal, men of thought 
that give the biographer trouble. They furnish him 
with no story; and, their task unfinished, their 
career still incomplete, there is not sufficient data for 
the discharge of his highest functions. Yet it is 
needful sometimes or, at all events, desirable-not 
to wait for death before satisfying public curiosity 
concerning eminent men, and the desirableness exists 
sn exact proportion to the measure in which the 
subject of biography lives apart from the public gaze. 
Take, for example, the case of Johannes Brahms 
regarding whom English amateurs have long felt 
more or less desire for better acquaintance without 
being able to gratify it. Apart from short sketches 
in dictionaries of music, no Brahms literature has 
existed till very lately; and only within the last few 
days has the book appeared which is the Erst to deal 
with its interesting subject so as to be of use to 
English readers. 

Mr. Fuller-Maitland's preface to the work under 
review is brief and to the point. It emphasises in 
a few sentences the difficulties of contemporary 
biography in a case like that of Brahms:- 

" I he biographical part of the work is of necessity 
short, for not one of the giants of music has had so 
uneventful a career as has fallen to the lot of Brahms 
if we except SebastiZn Bach, with whom, in this and 
many other respects, our master may be fitly com- 
pared. Since there is no prospect of our seeing the 
greatest composer of our time in England, we might 
well have expected a little more information as to his 
actual outward appearance and manner- but we must 
thankfully accept what we can get, and not grumble 
because the author has chosen to emphasise the 
important features of his compositions, rather than 

* 'Johannes Brahms; a Biographical Sketch." By Dr Hermann 
Deiters. Translated, svith Additions, by Rosa Newmarch. Edited 
with a Preface, by J. A. Fuller-Maitland. London: Tt Fisher Unwin. 
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to dwell upon the colour of his hair or the cut of his 
clothes." 

The editor of course sees that the absence of 
personal details is a result of writing contemporary 
biography. Particulars of this kind, whether they 
deal with beauties or defects, are grossly out of place 
and would legitimately give cause of oSence. Not 
every man likes the whole world to be told that his 
hair is red, or his nose a snub, that he takes a 
spirituous nightcap and only bathes once a month; 
and that either he dresses like a dandy or a 
scarecrow. Cromwell commanded his portrait pain- 
ter to be sure and put the warts on his rugged 
face, but the Lord Protector had ways of his own 
which were not those of other men, and ill this 
respect, as in many more, forms an exception to 
the rule. It was to be expected that Dr. Deiters 
would withhold information about the appearance 
dress, and manners of his friend-information for 
which we must properly wait till such details become 
historical. Mr. Fuller-Maitland takes up another 
part of his Preface with deprecation of comparison 
between Brahms and Wagner. He might have spared 
himself the trouble, because no sensible man ever 
thinks of placing the two composers 7Jis-a-zJis for such 
a purpose. Brahms is a classical musician according 
to the order of the great masters, Wagner was a 
specialist who invented a " new art " and kept him- 
self strictly to it. We might as well compare Mr. 
Whistler with Constable or Gainsborough, or Walt 
Whitman with William Cowper as pit Wagner 
against Brahms. However, it seems that no books 
or even prefaces to books, can be written now without 
dragging in the name of the Bayreuth master. He 
is the King Charles's head of innumerable Mr. Dicks. 

Dr. Deiters could not, of course, write a life of 
Brahms without throwing his hero's personality into 
some sort of relief, and in reading we do really get to 
know a little about the man himself, though we see 
rather him in his relation to music than anything 
else. Here is a passage which will be read with 
interest:- 

" It was in the middle of the fifties if we are not 
mistaken, in the summer of I856-that we fLrst met 
in Bonn, a young musician whose whole demeanour 
at once distinguished him from the rest of his youth 
ful companions. Not that he was remarkable {*or the 
external freedom of manner common among artists 
which, however, seldom arouses our sympathy. He 
seemed, on the contrary, unconcerned by (with or 
about) the world around him, filled with an artistic 
ideal, absorbed in striving after some conscious aim 
yet ready to share freely and amiably with others the 
treasures of his artistic convictions. A common 
interest had guided us both to the spot where the 
great master so heartily honoured by all the young 
school-Robert Schumann-was then living, over- 
shadowed by his heavy affliction. The young artist 
was eager to see the master whom he, too, so highly 
revered. If his natural enthusiastic manner pleased 
at Erst sight, much more did one learn to like him on 
hearing him speak with sincere veneration of the 
great master's ideas and of their relations towards 
each other. This young artist was Johannes Brahms. 
Although at that time he was little known to 
the general public, those who were truly inter- 
ested in the history of music had shortly before 
had their attention drawn to him by the glow- 
ing prophetic words with which Schumann him- 
self had introduced him into the ranks of creative 
artists. These words, gladly acquiesced in by some, 
called forth criticism and contradiction from others 
- even from earnest men of artistic culture-who 
could not at once reconcile themselves to the peculiar 
style of Brahms's compositions.?' 
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may well envy. His works, which now exceed one 
hundred, besides several compositions without OpIfS 
number, include, as the foregoing biographical sketch 
shows, every sort of composition with the exception 
of dramatic works. In number the chamber mtlsic 
and songs preponderate, while in substance and 
importance, the greater choral and orchestral works 
hold the most important position. It is these latter 
works which have of late attracted the eyes of the 
whole musical world towards our artist, and awakened 
a desire to assign him his place in the development 
of music. It is now no longer possible to pass over 
his works as strange and unintelligible, on the 
contrary, all true lovers of art must feel constrained 
to range themselves on his side." 

Some of our readers may be of opinion that the 
sentence last quoted goes a little too far, but thre 
author is writing of his hero, and the whole of his 
opinions upon the works and genius of Brahms must 
be taken with the reservations which a case of hers 
worship demands. We may, perhaps, light upon 
instances in which this is peculiarly needful. 

Dr. Deiters distinctly claims Brahms as a national 
musician. He remarks: " Highly as Brahms 
honoured Schumann, and well as he knows how to 
employ the means Qf expression with which the latter 
enriched the art of music, he cannot, in our opinion 
be classed as a follower of this master. It is to that 
fountairl-head of all melody- national music-that he 
owes more than to any other example- it has yielded 
him all that is natural and original, and the truthful- 
ness of his expression is ever being puriSed in this 
living stream. The decisive rhythm of his melodies 
and his skill in alternating and combining a diversity 
of rhythmic forms, are parts of his originality. He 
has the art of adapting music to unusual and antique 
metres in a surprisingly clever way, of which we 
have already given several examples." The 
national character here claimed for Brahms is, of 
course, better judged by Germans than by English-- 
men, but there can hardly exist a doubt, everz 
in the most alien mind, that our author has ex- 
pressed no more than the truth. Brahms's music 
quite apart from considerations of its higher struc- 
ture and expression, is intensely German, and 
as national av fond as that of his Bohemian con- 
temporary, Dvorak. In this, perhaps, lies one of 
the secrets of his strength with his own countrymen, 
who firld themselves instinctively many of them 
without knouring why in sympathy with his music, 
But we cannot go entirely with Dr. Deiters when he 
speaks thus: " We must add that while we always 
find in Brahms's inventive power something peculiar 
to himself, the ruling principle with him is, after all, 
a regard for pure musical form, and that never once 
from the first moment of conscious power, has he 
exalted expression at the expense of beauty In this 
respect, and especially in clearness, abundance, and 
beauty of melody, he closely follows Beethoven.'t 
Our author's assertion in respect of Brahms's " regard 
for pure musical form " must receive hearty asserlt 
and it is one of the glories of the German master 
that, at a time when men who ought to know better 
are trying to destroy form without being able to put 
anything in its place, he stands fast by the good old 
way -the way of masters who were giants, the way 
worn by the feet of generations On the other hand, 
we are unable to concede that Brahms has never 
" exalted expression at the expense of beauty,o' and 
it is possible, on this point, to quote Dr. Deiters 
against himself. Referring to a movement of the 
Pianoforte Sonata in C, the biographer remarks:- 
" Passing on to the working out of the parts, we ask 
ourselves at times if the combinations are not too 
daring, if the harsh harmonies and nzodulations dc 

IO 
With the foregoing passage Dr. Deiters opens his 

book, and it is all with which he favours us as the 
result of personal intercourse with Brahms. As 
for the incidents and circumstances of the composer's 
career, it is astonishing into what a small space Dr. 
Deiters manages to compress them. The biographer 
however, is to be pitied. He had to make bricks 
without straw-to write a life which, apart from com- 
position, is depressingly uneventful. Take this fact 
from the following summary, which comprises every 
incident mentioned by our author:- 

Born at H amburg, May 7, I833. Belongs to a 
musical family. Early displayed talent as pianist 
under Cossel, and made progress in theoretical studies 
under Marxsen. Appeared in public at the age of 
fourteen, playing his own Variations on a Volkslied. 
Accompanied Remenyi on a concert tour (I853) and 
attracted the attention of Joachim and Liszt- of the 
Erst-named by transposing from A to B flat, and from 
memory, the Kreutzer Sonata. Same year, visited 
Schumann at Dusseldorf with a letter from Joachim 
and played at Leipzig, where Breitkopf and Hartei 
began the publication of his works. Visited Liszt at 
Weimar (I854), and became musicmaster to the 
Prince of Leppe Detmold. Refused a professorship 
at the Cologne Conservatorium. A few years later 
went to live in Hamburg, afterwards in Switzerland, 
and subsequently (I862) in Vienna, where he Exed his 
abode. Becarne director (I863) of the Singakademie, 
but resigned in I864. Travelled much in Germany 
and Switzerland (I864-6). Produced his ';German 
Requiem ?} (I867)e Resided at Bonn in summer of 
I868, and at Baden-Baden in that of I869. Directed 
at Vienna, the concerts of the " Society of the Friends 
of Music " (I872-5), meantime frequently appearing 
in sTarious German towns. Conducted (I880) the 
performance in memory of Robert Schumann at 
Bonn. 

Had ever biographer to deal with a career more 
destitute of incident and subjects for picturesque 
description ? The whole thing isi we are not now 
referring to any matter of irsner life or artistic 
achievement-barren in the extreme. Nothing could 
be more quiet, plodding, uneventful. It is curious 
that, save for a short residence in Switzerland, and 
a few visits there, Brahms has never been out of the 
empires of Austria and Germans, in each of which he 
has made his home. Bearing in mind the restless 
wanderings characteristic of our age, this fact is 
suggestive. The cases of Bach and Beethoven, who 
remained for life within the same limits, are hardly 
on all fours with that of Brahms. In their day 
travelling was a formidable matter, both as regards 
purse and person; whereas now it is not only safe 
easy, and cheap, but almost an obligation upon men 
of culture and standing. The obstinately stay-at- 
home spirit of Brahms-he would not come to Eng- 
land even for the honours of an ancient university- 
must, therefore, be evidence either that he lacks 
curiosity, and is indiSerent to any country but his 
own, or that his real life, the object of all his sym- 
pathies and energies, is that which passes within. 
In any case, we have here a remarkable indication of 
character, such as, taken in connection with what is 
outwardly a common-place existence, cannot be over- 
looked in any judgment of the man. 

Having sketched the career of his hero Dr. Deiters 
sums up his present position in an interesting passage: 

" Thus giving himself up without hindrance to the 
joy and freedom of composing, sustained by the 
enthusiastic admiration, not merely of his close 
friends arld followers, but by that of the general 
public, received with warmth wherever the production 
of his works may lead him, Brahms has now reached 
that sure pinnacle of success which all true artists 
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not overstep the line of beauty, if the roundness of 
form is not disturbed by thematic accessories, and 
science made the ISrst object, to the detriment of a 
natural fundamental development. We gather a 
similar impression from the other sonatas, &c." Pre- 
cisely. Dr. Deiters has answered Dr. Deiters in the 
neatest manner, and put into few words the objections 
largely raised against a good deal of Brahms's music, 
especially the earlier works. That his later com- 
positions are clearer, more moderate, and more 
beautiful is no doubt due to the fact that Brahms, as 
his biographer puts it, passed a time " of hard work 
of conscientious self-criticism, of unremitting study of 
the greatest models; henceforth we find him striving 
after moderation, endeavouring to place himself more 
in touch with the public, and to conquer all subjec- 
tiveness. To arrive at perspicuity and precision of 
invention, clear design and form, careful elaboration 
and accurate balancing of effect, now became with 
him essential and established principles." The first 
result of this, according to Dr. Deiters, appears in 
the D major Serenade (Op. II), which certainly 
shows a change sufficiently for the better to warrant 
the assertion, though it must be said that not a few 
later compositions, including portions of the latest 
symphony, indicate a temporary relapse into the 
intense subjectivity which causes the composer to 
strive after the expression of ideas and feelings with 
little regard for absolute beauty. 

We must further agree with our author when he 
says:-" In Brahms we see before us an artist of the 
most serious nature, Elled with the strongest sense of 
the dignity of his art. Since Beethoven, we hardly 
End anyone so totally free from all that we may call 
trite and commonplace in music as Brahms, and no 
artist possesses in so great a degree the virtue of 
self-restraint, or is so averse to all that fascinates by 
merely external or transient attractions. Those who 
expect, in a work of art, anything beyond art itself, 
must look elsewhere. They will never understand 
Brahms. This artistic severity shows itself, not only 
in all that has been said about the treatment of 
tec111Iiqlle but also in the constant struggle after 
truth, and a profoundly human expression, and 
though it is not easy to establish any rule here, we 
may call it the characteristic and tenour of his 
nature that great and serious feelings have the 
strongest attraction for him, and that he is wonder- 
fully successful in expressing them. Hence his 
predilection for religious subjects, and hence, also 
the profound impressiveness of the ' Requiem,' and 
similar works. But everything he touches is 
ennobled by the truthfulness with which he grasps 
and renders the deepest feelings of the soul 
by the rejection of all that is trivial and of merely 
subjective value, and by the pursuit of all that is 
simple and grand in humanity. i'illed as he is with 
these deep feelings, he expresses them in the language 
of music, and thus obtains that nMivete and warmth 
of tone which so profoundly touches every student of 
Brahms's work." This is well stated and, on the 
whole, profoundly true. To the musicians of a later 
time Brahms will appear as a strong and solid Egure 
in an age of self-seeking and vacillation. The great 
temptation of the present time is to strive after 
personal success, and, in doing so, to make any 
sacrifice of conscientiousness and conviction. Men 
feel that they must keep themselves before the world @ 
they have need to be constantly in evidence, and to 
minister to the public in just the way which the 
public seem to like. This is the case, not in music 
alone, but generally. It runs through all departments 
of human activity, and hence we are becoming more 
and more out of touch with the brave and silent 
souls of the past, whose work was " not for an age," 
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I I 
but, as far as they could make it, " for all time,'^ and 
who had less thought for immediate public reward 
than for the grandeur of their vocation and the 
measure of their responsibility. Such a man, pre- 
emirlently, was Sebastian Bach, and such a man is 
Johannes Brahms. It is well that one of these lives 
in our day, to remind us of a high ideal, and to 
set before us an example of the supreme devotion 
that recks not of present consequences, but goes 
steadily on in the path of duty and leaves results 
to fate. 

T>he closing paragraph of Dr. Deiter's little book 
is not less deserving of attention than those already 
noticed. It follows naturally upon the one last 
quoted, and is not less true: "In the present day 
we often hear the complaint that ideal aims and 
sentiments are dying out alike in life and art. In 
consequence, we have of late frequently and justlv 
remarked the necessity of taking strong measures 
to re-awaken a taste for art, and have endeavoured 
by exaggerated realism and unnatural refinement 
of artistic means, to force a sentiment which 
can no longer be excited by the calm, peaceful 
influence of beauty. Unfortunately, we see art, 
especially musical art, appealing to the basest and 
most superficial feelings, and, by exciting the senses 
completely deadening the comprehension of the 
beautiful. At such a time, we should be glad and 
thankful that we in Germany possess one artist of 
genius and inventive power, of profound education, 
full of enthusiasm for the true aims of art, and who 
deriving his inspiration from nature herself, despises 
everything petty alld false, and earnestly seeks after 
the beautiful, the true, and the deeply human." To 
every word of our author in his sketch of the preva- 
lent state of music we subscribe. Some amongst us 
have never wearied in preaching the fact in season 
and out of season, that "exaggerated realism " is 
destroying amongst us the power of feeling the " calm 
peaceful, influence of beauty." The public are 
becoming more and more affected by the gross 
materialism of big orchestras, lolld noises, and clap- 
trap effects, while more and more do they fall into 
the mistake of supposing that they are responsive to 
music when their physical senses are excited by 
merely physical means. This state of things tends, 
it is trues to check itself. There must be a limit 
beyond which vulgarly sensational art cannot go, and 
then will set in a formidable reaction. While awaiting 
that happy monaent it is something to have amongst 
us a great cornposer who never vet " bowed the knee 
to Baal," or turned aside after any other false god. 
Such men as Brahms are the salt of our art, and keep 
it from utter degeneracy. 

THE MATERIAL OF MUSIC. 
I. 

MUSIC has been defined as the art of reproducing 
emotions by means of sound. It is not difficult to 
understand how that men in the earliest ages, when 
they found themselves influenced by musical sounds, 
and perceived that others were equally moved by 
their repetition, should make the effort to commit 
whole passages to memory; and as a help towards 
the accurate revival of their ideas, or for the purposes 
of transmitting them to posterity, should adopt a 
series of signs which should recall their musical 
inventions or memories. 

The Egyptians, like the Assyrians, had no notation 
proper, but made use of the letters of their alphabet 
with certain added signs when they wished to repre- 
sent musical sounds. The Hebrews, who derived 
their knowledge of the arts from the " learning of the 
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that happy monaent it is something to have amongst 
us a great cornposer who never vet " bowed the knee 
to Baal," or turned aside after any other false god. 
Such men as Brahms are the salt of our art, and keep 
it from utter degeneracy. 

THE MATERIAL OF MUSIC. 
I. 

MUSIC has been defined as the art of reproducing 
emotions by means of sound. It is not difficult to 
understand how that men in the earliest ages, when 
they found themselves influenced by musical sounds, 
and perceived that others were equally moved by 
their repetition, should make the effort to commit 
whole passages to memory; and as a help towards 
the accurate revival of their ideas, or for the purposes 
of transmitting them to posterity, should adopt a 
series of signs which should recall their musical 
inventions or memories. 

The Egyptians, like the Assyrians, had no notation 
proper, but made use of the letters of their alphabet 
with certain added signs when they wished to repre- 
sent musical sounds. The Hebrews, who derived 
their knowledge of the arts from the " learning of the 
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